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Livet udtrykt i musik – med det hele!
Mozart: Klaverkoncert nr. 20
Mozart skrev (mindst) 27 klaverkoncerter, men kun 2 af dem er i mol (den anden er nr. 24 i c mol). Der var altid noget særligt på færde, når Mozart valgte en mol-toneart til et større værk, og det skete hyppigere i takt med at Mozart blev ældre (dvs. i slutningen af 20erne!). Mozarts fader Leopold besøgte sin søn i Wien i tiden omkring uropførelsen 11.2.1785 og skrev hjem til datteren Nannerl om sin oplevelse: Jeg hørte en glimrende ny klaverkoncert af Wolfgang. Kopisten arbejdede stadig på den, da jeg ankom, og din bror havde ikke engang tid til at spille rondoen igennem fordi hans skulle kontrollere kopieringen. Brevet fortæller hvor travlt Mozart (næsten altid) havde, men intet om dramaet i musikken selv. Forstod fader Leopold ikke, hvor banebrydende et værk det var?
Koncerten står i d-mol – som også er grundtonearten i Mozarts Requiem og operaen Don Juan – og  den var højt værdsat af både Beethoven og Brahms, der begge skrev kadencer til den. Det gjorde en komponist kun, hvis han/hun tillagde den afdøde mesters værk en særlig betydning. Man kan i forlængelse heraf godt hævde, at Klaverkoncert nr. 20 er  musikhistoriens første eksempel på en ny genre: symfonien med obligat klaver.
1. sats er præget af dyb uro - rytmisk, harmonisk og melodisk. Indledningen minder om noget, som vi næsten 100 år senere kan høre i begyndelsen af Wagners Valkyrien og hos Mahler i 5. symfonis 1. sats, hvor musikken kan fremkalde et indre billede af en tragisk helt/vandrer på flugt i uvejr og vildsomt terræn. Uroen piskes op af orkestret, der med heftigt tremolo, dramatiske spændingsakkorder og vilde synkoper driver ’vandreren’ videre-videre. Intensiteten dæmpes ned før klaverets entré, der som kontrast maler en uendeligt sørgmodig stemning hos ’vandreren’ (solisten), som måske har fundet læ et kort øjeblik. Resten af satsen kaster forskelligt lys over disse grundstemninger. Hvilepunkterne er få og gyldne.
2. sats – med betegnelsen Romance – begynder som en bedårende andante i lys B-dur. Satsens meget iørefaldende tema introduceres af klaveret, og stemningen genkender vi fra f.eks. den højt elskede 2. sats af den næsten samtidige Klaverkoncert nr. 21 (som gav Widerbergs film Elvira Madigan sin særlige tone) og den langsomme sats i Klarinetkoncerten. Satsen er formet i tre store dele (ABA’), og man aner slet ikke uråd i A-stykket, som rummer hele to smukke dur-temaer . Men i B-stykket rives tæppet væk under lytteren. Mozart har komponeret et intenst koncentreret dramatisk midterstykke i g-mol, som gør lytteren nærmest åndeløs (når man er kommet sig over chokket). Efter dette stormfulde intermezzo er hovedtemaets tilbagekomst en oplevelse af dyb lettelse – stormen er forbi. Dog kun tilsyneladende.
For i finale-rondoen er vi med det samme tilbage i hvirvlende d-mol, måske ikke helt så dramatisk og eksistentielt gribende som i 2. satsens chokerende kontra-sektion, men sandelig heller ikke mainstream underholdningsmusik anno 1785! Dur-lyset indfinder sig til allersidst, i codaen, men det virker ikke som en overbevisende musikalsk konfliktløsning, snarere som et trods alt nødvendigt knæfald for konventionen.
Hvorfor skrev Mozart en så dramatisk og højspændt klaverkoncert netop på dette tidspunkt? Vi skal ikke nødvendigvis lede efter biografiske forklaringer, for der findes ingen biografisk årsags-virkningslogik i musikken, heller ikke Mozarts. Men som Mozart-forskeren Robbins Landon bemærker i bogen Mozarts gyldne år 1781-91 var komponisten på gyngende grund fra 1785 – han var ved at miste grebet om sit publikum i Wien – fordi hans musik var for ’krævende’, og fordi han ikke længere var en ’nyhed’. Mozarts koncertserier var ikke længere ’events’, som alle måtte opleve, og han led af store stemningsskift (af nutidige læger sågar diagnosticeret som manio-depressivitet). Robbins-Landon går så langt, at han foreslår os at forstå mol-værker som Klaverkoncert nr. 20 som en form for selv-terapi for den plagede komponist. De indre dæmoner får en ydre, klingende form – som komponisten havde brug for at give dem, og som vi i eftertiden kan have glæde af at spejle os i.

Mahler: Symfoni nr. 1.
Mahler skrev 9 symfonier (11, hvis vi regner Das Lied von der Erde og den ufuldendte 10. symfoni med) – og ikke så forfærdelig meget andet. Symfonien var hans primære udtryksform, og han havde enorme ambitioner. Det var arven fra Beethoven, der skulle udmøntes på en ny måde, og i modsætning til f.eks. Brahms og Bruckner, som knyttede an til Beethovens ’abstrakte’, rent instrumentale symfonier uden program, tog Mahler udgangspunkt i andre sider af Beethovens symfoniske værk: det programmatiske (6. symfoni Pastorale) og det monumentale (inddragelsen af solister og kor i 9. symfoni). 
Mange af Mahlers symfonier havde oprindelig programmer, som komponisten senere trak tilbage. Der findes en hel litteratur om Mahlers skiftende og ambivalente forhold til musikkens programmatiske muligheder (med Constantin Floros’ Gustav Mahler (1977) som hovedværk). 
1. symfoni blev komponeret i en raptus – ”som en strømmende bjergflod” – i foråret 1888 og uropført som et ’symfonisk digt’ 20.11. året efter i Budapest. Denne første version havde abstrakte satsbetegnelser, og den blev en dundrende fiasko. I denne og den efterfølgende version – opført i Hamburg 5 år senere – havde symfonien 5. satser, og i Hamburg-versionen kom den til at hedde ”Titan” efter en roman af den romantiske forfatter Jean Paul, som skildrer en heroisk hovedpersons tragiske livsforløb. Det heroiske elements betydning høres også i at symfonien kulminerer i finalen, hvor også stof fra andre satser indgår. Ligesom i symfonierne nr. 2-4 anvender Mahler temastof fra sine egne Lieder til at tegne grundstemningen.”Lieder eines fahrenden Gesellen” leverer i 1. sats morgenvandrings-stemning via sangen ”Ging heut’ Morgen über’s Feld”, mens andre sange (og folkemusik) dukker op i de næste satser. Satserne gav Mahler i 1893 følgende overskrifter i det todelte værk:

1.	del ”Barndomserindringer”, blomster, frugter og torne.
I Det evige forår (Introduktionen skildrer naturens opvågnen efter en lang vinter)
II ”Blumine” (Andante)
III ”For fulde sejl”. (Scherzo med trio)
2.	del ”Den menneskelige komedie”
IV ”Et forlis” (Begravelsesmarch i Jaques Callots stil) (Inspirationen til denne sats kom fra det satiriske maleri ”Jægerens begravelse”, som alle børn i Østrig kender. Skovens dyr følger den afdøde jægers båre til graven; kaniner går med små flag efter et lille orkester af bøhmiske musikere: katte, tudser, krager osv. Andre firbenede eller vingede dyr deltager i optoget og indtager danselignende stillinger. Satsen balancerer mellem muntert-ironiske og mystisk-tragiske stemninger.)
V ”Fra Helvede til Himlen” (som begynder med et dybt såret hjertes pludselige udbrud af desperation)

Mahler kasserede til Berlin-opførelsen i 1896 2. satsen ”Blumine”, som en ellers positiv kritiker havde kaldt ”underlødig”, og siden er symfonien blevet spillet som et firsatset værk. Men hvorfor fjernede Mahler også programmet fra denne – og andre symfonier – så der kun blev ’abstrakte’ foredragsbetegnelser tilbage?: Vi bliver ikke ret meget klogere på musikken af at læse overskrifter som: ”1. Langsam – schleppend, 2. Kräftig bewegt, 3. Feierlich und gemessen, 4. Stürmisch.” 
Noget af forklaringen skal nok findes i Mahlers vaklende tro på sig selv som komponist. Samtiden anerkendte ham som dirigent, mens han måtte kæmpe for at få sin musik opført. ”Programnoterne” kan forstås som en nødløsning – Mahler ville med disse ”vejvisere” gerne hjælpe lytteren til at forstå de bagved liggende musikalske intentioner, musikkens ”indre program”. Senere kom han til at tænke, at han med et ”ydre program” (programnoter) snarere kunne vildlede lytteren med alt for konkrete indholdsanvisninger. 
1893-programnoten til 1. symfoni er her gengivet ud fra det standpunkt, at den umuligt kan gøre skade, men måske hjælpe førstegangslytteren med at finde vej gennem et stort, ’uoverskueligt’ terræn. Når komponisten mener, at ”Symfonien må være som verden og rumme det hele”, kan der godt være brug for et verdenskort til indledende orientering.


”Pereat jedes Programm!” – Mahlers erklæring efter opf af 2. symfoni i München 1900

Lidt om de enkelte satser:
1. Beg. mystisk-åbent, som B9. Med fuglesang og naturlyde. Adorno: Von Pfeifen und alten Dampsmaschinen. Jagtscene
2. Baseret på østrigsk (folke)dansemusik. Scherzo med trio (horn som i B3)
3. Jægerens begravelse. Mester Jacob + „Die zwei blauen Augen von Meinem Schatz“ (LFG)




The Piano Concerto No. 20 in D minor (​http:​/​​/​en.wikipedia.org​/​wiki​/​D_minor" \o "D minor​), K (​http:​/​​/​en.wikipedia.org​/​wiki​/​K%C3%B6chel_Verzeichnis" \o "Köchel Verzeichnis​). 466, was written by Wolfgang Amadeus Mozart (​http:​/​​/​en.wikipedia.org​/​wiki​/​Wolfgang_Amadeus_Mozart" \o "Wolfgang Amadeus Mozart​) in 1785. The first performance was at the Mehlgrube Casino in Vienna (​http:​/​​/​en.wikipedia.org​/​wiki​/​Vienna" \o "Vienna​) on February 11, 1785, with the composer as the soloist.[1] (​http:​/​​/​en.wikipedia.org​/​wiki​/​Piano_Concerto_No._20_%28Mozart%29" \l "cite_note-steinberg-0" \o "​)
A few days after the first performance, the composer's father, Leopold (​http:​/​​/​en.wikipedia.org​/​wiki​/​Leopold_Mozart" \o "Leopold Mozart​), visiting in Vienna, wrote to his daughter Nannerl (​http:​/​​/​en.wikipedia.org​/​wiki​/​Maria_Anna_Mozart" \o "Maria Anna Mozart​) about her brother's recent success: [I heard] an excellent new piano concerto by Wolfgang, on which the copyist was still at work when we got there, and your brother didn't even have time to play through the rondo because he had to oversee the copying operation.[1] (​http:​/​​/​en.wikipedia.org​/​wiki​/​Piano_Concerto_No._20_%28Mozart%29" \l "cite_note-steinberg-0" \o "​)
It is written in the key (​http:​/​​/​en.wikipedia.org​/​wiki​/​Key_%28music%29" \o "Key (music)​) of D minor (​http:​/​​/​en.wikipedia.org​/​wiki​/​D_minor" \o "D minor​). Other works in that key include the Requiem (​http:​/​​/​en.wikipedia.org​/​wiki​/​Requiem_%28Mozart%29" \o "Requiem (Mozart)​), a Kyrie (​http:​/​​/​en.wikipedia.org​/​wiki​/​Kyrie" \o "Kyrie​), and the dark opera Don Giovanni (​http:​/​​/​en.wikipedia.org​/​wiki​/​Don_Giovanni" \o "Don Giovanni​). It is the first of two concertos written in a minor key (No. 24 (​http:​/​​/​en.wikipedia.org​/​wiki​/​Piano_Concerto_No._24_%28Mozart%29" \o "Piano Concerto No. 24 (Mozart)​) being the 
The concerto is scored for solo piano (​http:​/​​/​en.wikipedia.org​/​wiki​/​Piano" \o "Piano​), flute (​http:​/​​/​en.wikipedia.org​/​wiki​/​Flute" \o "Flute​), two oboes (​http:​/​​/​en.wikipedia.org​/​wiki​/​Oboe" \o "Oboe​), two bassoons (​http:​/​​/​en.wikipedia.org​/​wiki​/​Bassoon" \o "Bassoon​), two horns (​http:​/​​/​en.wikipedia.org​/​wiki​/​Horn_%28instrument%29" \o "Horn (instrument)​), two trumpets (​http:​/​​/​en.wikipedia.org​/​wiki​/​Trumpet" \o "Trumpet​), timpani (​http:​/​​/​en.wikipedia.org​/​wiki​/​Timpani" \o "Timpani​) and strings (​http:​/​​/​en.wikipedia.org​/​wiki​/​String_section" \o "String section​). As is typical with concertos (​http:​/​​/​en.wikipedia.org​/​wiki​/​Concerto" \o "Concerto​), it is in three movements (​http:​/​​/​en.wikipedia.org​/​wiki​/​Movement_%28music%29" \o "Movement (music)​):
1.	Allegro (​http:​/​​/​en.wikipedia.org​/​wiki​/​Glossary_of_musical_terminology" \l "A" \o "Glossary of musical terminology​)
2.	Romanze (​http:​/​​/​en.wikipedia.org​/​wiki​/​Romanze" \o "Romanze​)
3.	Allegro (​http:​/​​/​en.wikipedia.org​/​wiki​/​Glossary_of_musical_terminology" \l "A" \o "Glossary of musical terminology​) assai
The first movement starts off the concerto in the dark tonic key of D minor with the strings restlessly but quietly building up to a full forte. The theme is quickly taken up by the piano soloist and developed throughout the long movement. A slightly brighter mood exists in the second theme, but it never becomes jubilant. The timpani further heightens the tension in the coda before the cadenza. The movement ends on a quiet note.
The 'Romanze' second movement is a five-part rondo (ABACA)[2] (​http:​/​​/​en.wikipedia.org​/​wiki​/​Piano_Concerto_No._20_%28Mozart%29" \l "cite_note-1" \o "​) with a coda that begins brightly with a strong B-flat major (​http:​/​​/​en.wikipedia.org​/​wiki​/​B-flat_major" \o "B-flat major​) melody. The second episode (part C) is galloping section in the relative minor key of G minor which greatly contrasts the peaceful mood of the rest of the movement.
The final movement, a rondo, begins with the solo piano rippling upward in the home key before the full orchestra replies with a furious section. (This piano "rippling" is known as the Mannheim Rocket (​http:​/​​/​en.wikipedia.org​/​wiki​/​Mannheim_school" \o "Mannheim school​) and is a string of eighth notes (d-f-a-d-f) followed by a quarter note (a). A second melody is touched upon by the piano where the mood is still dark but strangely restless. A contrasting cheerful melody in F major (​http:​/​​/​en.wikipedia.org​/​wiki​/​F_major" \o "F major​) ushers in not soon after, introduced by the orchestra before the solo piano rounds off the lively theme. A series of sharp piano chords snaps the bright melody and then begin passages in D minor on solo piano again, taken up by full orchestra. Thereafter follows the same format as above, with a momentary pause for introducing the customary cadenza. After the cadenza, the mood clears considerably and the bright happy melody is taken up this time by the winds (​http:​/​​/​en.wikipedia.org​/​wiki​/​Woodwind" \o "Woodwind​). The solo piano repeats the theme before a full orchestral passage develops the passage and thereby rounding up the concerto with a jubilant D major finish.
CLASSICAL NOTES:
Despite the complexity of his oeuvre, the particular appeal of Mozart's Concerto in d minor, K. 466, is easy to pinpoint – it is only one of two written in a minor key, and the most overtly dark, dramatic and impassioned. Historically, these were essential ingredients, as they appealed directly to the romanticized taste of the nineteenth century, which dismissed nearly all his other work as those of a trite rococo stylist. As Charles Rosen observes, it and only a handful of other work (mainly Don Giovanni and the Symphony # 40 in g minor, K. 550 (​http:​/​​/​www.classicalnotes.net​/​classics​/​mozartsyms.html​)) cemented a perception of Mozart as the harbinger of the coming age of romantic composers at a time when his outward grace obscured his power, even though by comparison it tended to push his other work (as well as nearly everything by Haydn) into the background, and even eclipsing all his other concerti that we now revere as well. As late as 1945 Abraham Veinus pronounced in his survey of The Concerto that the 20th was really the only popular Mozart concerto.
Why? In contrast to the prevalent, if misguided, perception of his other work as refined, decorative, tedious, smooth and uninvolving, its persistent minor tonality, rumbling discontent, rich orchestration (including trumpets and kettledrums), stormy outbursts and pungent textural contrasts spoke forcefully to the coming age of revolution, freedom and individuality. 

Mozart's autograph of the opening of K. 466
as inscribed in his personal catalogue of works

The opening of K. 466 from the printed score
Friederich Blume pinpoints its unique historical importance as the moment in which the decisive turn to the modern concerto took place. For Blume, K. 466 was the very first concerto in which conventionalisms cede to the spontaneous expression of artistic individuality and "the language of the heart."
The impulse for Mozart to have created the 20th is curious indeed and perhaps forever beyond our knowledge. While it is tempting to relate it to a newfound maturity or dark events in his life, biographers caution that such efforts are deceptive – Mozart wrote many of his most upbeat works at times of depression and searching ones during periods of contentment. Indeed, he often wrote his piano concerti in pairs and the very next one, # 21 in C Major, K. 467, given only weeks later, is among his most delicate and affirmative. (Its middle movement was used in the 1967 Swedish romantic movie Elvira Madigan, by which title the work has since become known.) In any event, Arthur Hutchins warns that since we don't know how long a given work gestated before it appeared, a precise set of stimuli is impossible to trace.
The mature Mozart piano concertos share a common general structure. The first movements feature four ripienos that bracket two solo segments and the cadenza, through which the forces engage in a complex interplay of competition and cooperation, challenging and feeding off each other's themes, harmonies and rhythms. The second movements are andantes, slow, relaxing respites often led by the piano in which the former strife is supplanted by lustrous calm and fluid grace. The finales are rondos, in which orchestra and solo alternate sections in a collaboration that moves toward an invigorating and fully edifying finish.
The splendor of K. 466, though, is how it generally respects this scheme even while charting new paths and teasing our expectations. 

The opening piano theme
As analyzed by Alfred Einstein, Mozart's sharp distinction between solo and tutti in the first movement remains strongly contrasted without compromise or resolution; indeed, after an especially forceful introduction the piano enters with a gentle tune that it never shares and with good reason – its wide leaping intervals are uniquely suited to the keyboard and would sound awkward on any other instrument. 

The theme of the romanza
A further point of distinction is that the movement ends not in customary elation but gently, as if the contestants were exhausted after their uncommonly taxing exertions. The second movement is a strophic romanza whose customary tranquility at first seems reinforced by its B-flat major key and the support that piano and orchestra provide each other by passing around and even completing each other's phrases, but then is torn by a strong central agitated section in g-minor. 

The opening of the rondo
The rondo intensifies the passion chromatically right up to the cadenza, after which the work delivers its final surprise by wrapping up in D major with a notably trite tune, an uncanny and perhaps snide bow to audience expectation, as if Mozart had finally given them their simplistic upbeat ending. (Mozart's only other minor-key concerto, # 24 in c-minor, K. 491, never leaves the minor mode.)
The offbeat pattern is set at the very outset as the celli and basses repeat an abrupt growling phrase while the other strings throb with persistent syncopation that constantly points to d minor and only slowly grows to a climax that pounds out the minor key tonality and four-square rhythm; as Hutchings aptly observes, it vibrates with nervous energy that remains as a smoldering fire beneath all that follows. Throughout the rest of the first ritornello, the orchestra alternately teases with soft, alluring phrases, only to reject its own suggestion of calm with brash outbursts of snarling fanfares and assertive figures. Thus the stage is set for a challenging and complex relationship before the piano is even heard.
Alone among the Mozart concertos, the 20th cast a strong and lasting influence. Veinus notes that it served as a springboard for the turbulence of Beethoven's capitulation to the tragic muse which, 

The start of Beethoven's dramatic cadenza
in turn, revolutionized serious music as we know it and paved the way to the music of the next century. Indeed, it comes as no surprise that Beethoven played the work, going so far as to write out his own cadenzas which, as reflections of his own overpowering personality, exploit the dramatic implications of the material at the expense of its inherent elegance and occasional charm, bearing less stylistic similarity to the cadenzas Mozart left us for other of his concerti, which tended to be bright and often a brief fantasy built on a subsidiary theme.
Mozart never wrote out cadenzas for this work, as he had for his nine prior concerti, for a simple and practical reason – preparations for the February 11, 1785 premiere were so rushed that the copyist was still working on the orchestral parts as the audience arrived, and so Mozart improvised on the spot. (Nor did he get a chance to rehearse the rondo, so even with the usual allowances for first performances of unfamiliar music, this one must have been especially rough.) As most concerts of the time boasted new work, and as this one was an academie – part of a subscription series in which Mozart introduced his music to well-heeled patrons – Mozart may have never performed the 20th again but merely moved on to introduce other concerti in subsequent concerts. Indeed, John Culshaw has suggested that the thinness of the solo part in the andante is deceptive, as it may not reflect the full piano role that Mozart had intended and actually played, but rather is a mere outline that he planned to flesh out during the performance and never bothered to complete. Even so, we know that at least one member of the audience was hugely impressed – the next day, Joseph Haydn, the most respected musician of the time, proclaimed Mozart to be the greatest composer he knew.
Other composers would go on to develop the piano concerto into a vehicle for a wide range of individualized expression, emphasizing drama (Beethoven), symphonic elements (Brahms), lyricism (Chopin), wit (Poulenc), satire (Shostakovich), deep emotion (Bartok), beauty (Rachmaninoff) and even jazz (Gershwin). But rather than view Mozart's work as a primitive forebear of all that was to follow, or even to hail it as the generator of so many possibilities, perhaps it is better to accept it on its own terms as a unique moment when all its components fit together without any one threatening to dominate the others. The great musicologist and Mozart scholar Alfred Einstein perhaps best summed up this view by regarding the Mozart concerti as the end of the line – a perfect fusion of elements that created a higher unity and still raises listeners to a higher level, an achievement "beyond which no progress was possible, because perfection is imperfectible."

MAHLER – VALDE




SPIL BLUMINE som indledningsmusik. 7:43
Denne sats fjernede Mahler fra symfonien efter Hamburg.  Hvorfor gjorde han det?
1. Musikhistorie: 
(a) Arven fra Beethoven (OHP) 
(b) Den femsatsede (program)symfoni – den trad. Titan knyttede an til. (OHP)
(c) PEREAT JEDES PROGRAMM – OM MAHLER OG PROGRAMMUSIKKEN: Uddrag af Floros oversættes – specielt s. 198, der ’forklarer’ idéen bag 3 og 4. sats.
Også Abranyis tolkning af symfonien – ”Et kærlighedsbrev til sangerinden Johanna Richter”

2. Om symfonien, som den er nu:
(a) Lied-symfoni: Ging heut’ morgen übers Feld (cd) (1.30 – to vers) og evt. Den anden sang***
(b) Lidt om de enkelte satser. 1. Naturen vågner om foråret – „Som forårssolen morgenrød“ + teksten til Ging heut’ morgen.  2. ABA – A= folkelig dans B- lyrisk mellemspil 3. Grotesk fantasi – vis Schwinds maleri.  4. Det kaotiske, chokerende sammenbrud:
Mahler skriver selv i 1900 om sammenhængen mellem de to sidste satser.
”Man kan forestille sig forløbet sådan: Et ligtog bevæger sig forbi vores held, og han gribes af en følelse af verdens elendighed med alle dens voldsomme kontraster og græsselige ironi. Man kan forestille sig, at det er et rigtig dårligt musikkapel, der spiller ”Mester jakob” som sørgemarsch, et af den slags der ofte føler sådan et sørgeoptog. Indimellem hører man verdens råhed, lystighed og banalitet i tonerne fra et ”bøhmisk orkester”, som blander sig i sørgemarschen, og vi fornemmer heltens frygtelige smerte. Satsen er rystende i sin skarpe ironi og hensynsløse polyfoni, især der hvor vi – efter det vidunderlige mellemstykke – vender tilbage til optaget og begravelsesmusikken, som går gennem marv og ben. – Med et frygteligt skrig som indledning følger uden pause den sidste sats, hvor vi prisgiver vores helt fuldstændig og lader ham kæmpe med al denne verdens lidelse. Igen og igen får han – og det sejrsstolte motiv der følger ham – en på skrinet af skæbnen, når han hæver sig over lidelsen og ser ud til at vinde. Først i døden - efter at han har overvundet sig selv og vi har hørt skøn erindringsmusik fra hans ungdom, og temaer fra første sats vender tilbage - vinder han sejr og vi hører en herlig sejrskoral.”
Spil ca. 9.30/11.00-15.00: Finalekroning – Stof fra 1. sats vender tilbage – ”Magiske øjeblikke” (a la Carl Nielsen i Espansiva).

3. Bindeleddet mellem Mahler og Mozart er Beethoven. 
Symfonikeren ift Mahler – Komponisten og pianisten ift. Mozart
Spil kadencen og vis temaelementerne. 10.18/10.35-13.48.
Titan, a novel by Jean Paul (​http:​/​​/​www.answers.com​/​topic​/​jean-paul" \t "_top​), published 1800-3 and divided into 35 chapters (‘Jobelperioden’), with 146 subdivisions (‘Zykel’). The eccentric structure of the narrative is matched by a highly complex plot. The hero Albano is heir to the principality of Hohenflies, but is brought up to believe himself the son of a lesser nobleman. When the novel begins, he is on his way to meet his presumptive father on Isola Bella in north Italy. With the librarian Schoppe he is sent to Pestiz, the princely residence of the state of Hohenflies. Here he meets the delicate and ethereal Liane, to whom he is attracted. Intrigues of state separate the lovers and Liane dies. At Ischia, where he visits his sister, he falls in love with Linda de Romeiro, who, though returning his love, is presently seduced by another (Roquairol). Linda proves to be Albano's sister. Albano marries a third beautiful young woman, Idoine, and takes over the government of his state.

The novel, which represents a climax in Jean Paul's creative writing, is a Bildungsroman (​http:​/​​/​www.answers.com​/​topic​/​bildungsroman" \t "_top​) whose hero represents his ideal of a harmonious personality, described by him as ‘der hohe Mensch’ in order to express his critical detachment from Weimar classicism. In his conception of Schoppe and Roquairol, who function as a foil to Albano, he satirizes Romanticism; they are two ‘titans’ or geniuses (‘Himmelsstürmer’ in Jean Paul's phrase), embodying trends which the novel consigns to oblivion. Schoppe's obsessive preoccupation with the ‘subjective idealism’ of Fichte (​http:​/​​/​www.answers.com​/​topic​/​johann-gottlieb-fichte" \t "_top​) ends in insanity, and Roquairol's insatiable hedonism and theatrical demeanour come to an appropriate end when he shoots himself. The novel's combination of serious and ironic intent also shows in the nomenclature of its numerical arrangement, expounded in chapter I, 9, ‘Antrittsprogramm des Titans’. Both terms, ‘Jobelperiode’ and ‘Zykel’, were first applied by an 18th-c. Pietist theologian to a system of cosmic measurement of his own invention (‘Jobel’, really ‘Jubel’, derives from the O.T. concept of the year of jubilee, the 50th year, the shorter cycle of 7 years denotes that of release). By adopting the terms Jean Paul displayed his own independence of design and judgement. The novel's involved style is predominantly in tune with that of Empfindsamkeit (​http:​/​​/​www.answers.com​/​topic​/​empfindsamkeit" \t "_top​), and contemporary readers revelled in its effusive emotion. Its most lasting feature is its beautiful and evocative descriptions of landscape, especially by night.
But is the rest of the world right? Mahler’s First Symphony was a
love letter prompted by his affection for a blonde singer and a
Romantic writer who shared names: Johanna Richter and Johann
Paul Friedrich Richter, who wrote as Jean Paul. Jean Paul’s Titan is a
crazy quilt of a novel in which a romantic young man, after a couple of
false starts, finds the love of his life. In the last movement of Mahler’s
symphony, one can hear sentimental Liane (Johanna?) and strident
Linda merging triumphantly in Idoine, and in the Funeral March there
are hints of Albano’s alter ego, Roquairol, whom Bruno Walter
remembers discussing with Mahler. (“His giving the name ‘Titan’ to his
First Symphony signalized his love of Jean Paul; we often talked about
this great novel, and especially about the character of Roquairol,
whose influence is noticeable in the Funeral March.”3) Jean Paul’s
novel and Johanna Richter are the seeds from which Mahler’s Titan
grew. In Mahler’s subsequent symphonies, moreover, Blumine continued to flower.
La Grange summarizes Ábrányi’s description of the symphony as follows: “In thefirst part, the rosy clouds of youth and the feeling of spring; in the
second, happy daydreams, in the third a joyful wedding procession.
But these fade away and, in the fourth, tragedy appears without
warning. The funeral march represents the burial of all the poet’s
illusions, inspired by the well-known ‘Hunter’s Funeral.’ This bold,
powerfully conceived movement is made up of two contrasting moods.
The final section brings to man redemption and resignation, harmony
of life, work and faith. Beaten to the ground, he rises again and wins
the final victory.” La Grange concludes, “Clearly all these ideas were
suggested to Ábrányi by Mahler himself.”13
Blumen-, Frucht- und Dornenstücke is part of the subtitle of Jean Paul’s Siebenkäs. And the Andante was now called Blumine, after Jean Paul’s essay collection Herbst-Blumine. By connecting his “Tondichtung” — including Blumine— with Jean Paul, Mahler was also connecting it with Johanna Richter.

Titan and the program disappeared from what became the First
Symphony because they failed to make the work more acceptable to
the public — Mitchell, after citing Foerster’s remarks, concludes,
“Doubtless, it was just this kind of grotesque misunderstanding that
encouraged Mahler to get rid of the whole programmatic apparatus.”




